This essay concerns the resources for a conception of the extraordinary and the marvellous in relation to the individual. The ordinary had to be stretched and enhanced when the super-normal came into question. In the early-Victorian period the mechanised addendum or substitute for the human body was one locus which allowed Victorian culture to envisage both the monster and the super-hero. In the late-Victorian period metaphors relating to organic biological processes became more powerful; crucially, scientific developments allowed for revised conceptions of physical substance. New techniques emerged throughout the nineteenth century for looking at minute components of the organism, achieved by the treatment of samples in slides prepared for microscopes. 1 With these developments, including investigations into cells and germs there was a radical revision of the understanding of the body and its possible boundaries. I see the art of Burne-Jones as bridging two kinds of resources for fantasies about the human body: fantasies relating to the cybernetic and those relating to the bacterial. In this essay I start by considering the ‗machine-man' fantasy and I go on to suggest ways in which that was displaced by a new, fully biological conception of the monstrous-heroic in the later Victorian period.
I'm in a miserable plight; not with the design, but with the damnable paint which seems everywhere insecure. I have had three wretched days since I first discovered the nature of the danger, but to-day I am convinced that it exists, and that for some reason or another there are spots innumerable in it where the paint will not bite the canvas, and where eventually it will chip off and shew ruinous gaps. [...] I am so disheartened that I can scarcely think about it any more. Perhaps I even exaggerate the evil, but it is maddening to be the victim of some trumpery material in this way. 3 It seems that the effort to achieve a well-secured fabric which will not open up at the seams is the correlate of an anxiety always felt by Burne-Jones, about the tendency to disintegration of the human body, and in particular his own body. The analogy between painting and the human body was one he reached for quite readily when he came to discuss the necessity for orderly procedures in completing a painting.
It won't do to begin painting heads or much detail in this picture till it's all settled. I do so believe in getting in the bones of the picture properly first, then putting on the flesh and afterwards the skin, and then another skin; last of all combing its hair and sending it forth to the world. If you begin with the flesh and the skin and trust to getting the bones right afterwards, it's such a very slippery process '. 4 The constructive efforts in Burne-Jones's scrupulous technical procedures can be seen as the necessary investment in repair and armouring that accompany his vision of the fractured body. 5 Alongside his resolve to build solid works of art, Burne-Jones expressed deep anxiety concerning the possible deterioration of the surface of his pictures.
These ideas are then reduplicated by the inclusion of figures in the pictures whose substance seems to be compromised, who are lacking in robustness, shaky in their stance, apparently abraded and damaged on their surfaces. 6 The armoured body appears in Burne-Jones's work from the outset of his career.
So close was the correlation between the fictional figure in every case and the elaborate, potentially faulty equipment sported by him that there is some justification for discussing the knights and heroes as constituting mechanised bodies. We can consider one particular work that Burne-Jones exhibited in 1864 at the Old Water-Colour Society (see fig. 1 ). This was The Merciful Knight, and was his first contribution to that exhibiting institution. It is a picture based on a story in Kenelm Digby's The Broadstone of Honour (1822) in which a travelling knight stops to pray at an isolated shrine and becomes the focus of a miracle.
The picture shows the figure of a knight, more mature than the youthful figures Burne-Jones would later focus on. His somewhat gaunt and serious face is The stiff and heavy armour in this case seems to constrain the figure, locking the shrivelled warrior in his worshipful stance in a way that is similar to the way the inorganic wood and metal hamper the movement of the Christ figure. In effect the Christ figure and the knight too are composite entities: part-organic part-inorganic.
The oddity of this scene struck reviewers. The treatment of the faces was seen as mannered, the angularity in the presentation of the figures was seen as an affectation of medievalism that set aside grace and smoothness of line in the composition and ran counter to nature and truth, ignoring skeletal structure, plausible musculature and bodily form. The religious implications seemed suspect.
Edward Clifford, an artist himself who came to be a great friend and supporter of Burne-Jones recalled his uneasiness at seeing the pictures at the Old Watercolour Society. ‗I certainly did not like them. They were odd, and one of them, I thought, was even irreverent and painful'. 7 Improbable accessories intruded with an emphasis on their material substance. The Art-Journal reviewer in 1864 found the display of burnished metal in the knight's outfit excessive saying that he ‗seems to shake in his clattering armour'. 8 These deficiencies were however accompanied by an intensity of feeling which was identified as being linked to glory in colour and a general sense of beauty.
The figure constituted by clattering armour takes over from a conventional functional neoclassical body in this early phase of Burne-Jones's art. The pose of solemn devotion that the knight adopts is awkward and contracted as he leans forward from the waist, angles his legs backwards at the knee, and pulls his elbows tight into his body. He is folded up like an expandable mechanism, pressed into this compact stance by the love of Christ, actually prevented from wielding his sword against his enemy who departs unharmed. The intensification of feeling is conditional on the folding in on itself of the mechanised body. The intricacy of the The Queen never did make a visit to the cramped attics where outworkers slaved over buttonholes and military stripes for the six-footers and near six-footers among the troops, but she did make repeated visits to the Crystal Palace to marvel at the products of industryfrom textiles to armamentsand to reflect along with mainstream bourgeois opinion on the industriousness of the workforce and the inventiveness of the designers. In the Great Exhibition of 1851 there was a diverse and visionary presentation of mechanical ingenuity appropriated for the service of the nation. One visit was specially arranged so that Queen Victoria could examine Later in the poem she switched gear and allowed that perhaps the contrast between the modern crowd and the leadership of the past could be reversed; to permit an acknowledgement of the ugly truths of the historical world and the obsolescence of autocratic ideas of leadership, in light of modern improvements imagined as physical, moral and political. In this view ancient nobility is corrupt and the modern popular is ethically superior. This is summed up in the second part of the poem in the idea that the air of ‗our living world' is ‗far purer'.
How know we but these green-wreathed legends hide An ugly truth that never could abide In this our living world's far purer air?-12
Her conclusion was, however, that Marochetti's evocation of grand heroic days should be valued:
Stand-imaging the grand heroic days; And let our little children come and gaze, Whispering with innocent awe-‗This was a King'. 13 The justification is that the statue offers an image of majesty and an experience of awe to the innocent children of the present.
It is interesting that at this date, in 1851, it seemed necessary to Mulock ; but the catalogue entry went on, ‗its more immediate object is to facilitate the exact fitting of garments, more especially in cases where great numbers are to be provided for, as in the equipment of an army or providing clothing for a distant colony'. 16 The contraption allowed the total armed contingent to be described and acknowledged, this one metal body contained them all, in all their peculiarities or deformities, from a less developed, five-foot specimen to a giant of six foot eight ‗It is the old tale' said Frank to himself, ‗Who will not love transform into a hero', and so it was, Jack's squeaking voice was firm and manly, his pig's eyes flashed very fire, his gestures were so free and earnest that the ungainliness of his figure was forgotten. 18 The British officers like Amyas are not depicted as haughty and aloof like the Spanish officers in the novel but are described as befriending the men, mingling and exercising with them, leading from the front of the battle ‗like Homer's heroes or the old Norse Vikings'. 19 It is worth noting that in the world of Victorian colonial adventures this re-found epic stance is located in a real-life modern hero Rajah James Brooke of Sarawak to whom the novel is dedicated by Kingsley. 20 (and occasionally in English) ‗androides' produced as shows or entertainments. 26 Timbs refers to Helmholtz's view that eighteenth-century automata were marvels of invention and sagacity. Helmholtz commented on the eighteenth-century ability to produce machines that could duplicate the actions of a single man while the modern age, drawing technical lessons from these mechanical marvels, put its engineering skills to different use. ‗We no longer seek to build machines which shall fulfill the thousand services required of one man, but strive, on the contrary, that a machine shall perform one service , but shall occupy in so doing it, the place of a thousand men'. 27 We can read this, perhaps against Helmholtz's literal intentions, as indicating not that there was a cessation of production of free-standing mechanical figures in the Victorian period, but that the fantasies connected with them came to encompass the depersonalised logic of factory production, the action of a steamdriven hammer performing a single action perfectly again and again, as well as the amazing resemblance to a single living being.
Inventions that relied on folding mechanisms abounded in the exhibition.
The Illustrated London News reported on a mechanical bedstead that woke up the sleeper on a timer, shifting the head of the bed to an upright position so that the inhabitant was propelled forward at the due time, and a portable tent in the form of a huge umbrella, described as ‗really ingenious' though a bit tricky to peg out properly. 28 We encounter an artist's easel that could be folded up, secured by a large rubber band and fitted into a waterproof knapsack. Like Count Dunin's expanding man the contraption went from large scale when every element from palettes, implement tray and stool was pulled out, to compact form when fully contracted.
There were several sliding and swivelling parts in Major Little's Artificial Hand, one among many artificial limbs displayed, leading to Punch's musings on the advantages of substituting perfectly uniform mechanical limbs for all the dancers' legs in the corps de ballet . 29 The exhibition building itself was of course a reconfigurable structure which was expressly designed to be dismantled at the end of the exhibition and re-erected in alternate form. The use of standard elements repeated within a unit structurepillars, trusses, glazing bars, panes of glass, etc, in iron, wood and glassmeant that almost any form could be produced when reusing the elements. There was one unused proposal which suggested pulling the horizontal halls into a monstrous tower.
The Illustrated Exhibitor was vehement in asserting that ‗The genius of Great Britain is mechanism'. 30 This was linked to achievements in civil engineering and to mechanisation and ‗labour-saving' in industrial processes but the magazine chose to highlight a perhaps unlikely speciality as the true instance of the mastery of mechanism: that of the cutlery trade. 31 The author was most enthusiastic about the ‗Immense Group of Cutlery' exhibited by Messrs Rogers of Sheffield (see fig. 4 ).
In this, perhaps, as much as in any object in the building, is the peculiar ingenuity and indomitable perseverance of our countrymen exhibited. Other nations may make a boast about the grace of their statues, the polish of their furniture, the temper of their swords, the finish of their jewellery, the fidelity of their pictures, the brightness of their diamonds, and the flash, glare and glitter of whatever they please,but in the matter of knives and forks we are preeminent; and in this particular we discover Great Britain's true greatness, which consists not in show, but in substance; not in outward demonstrations of the beautiful, but in useful adaptations of great means to apparently small ends. 32 The cutlery trade was picked out for its ability to produce intricate precision-made crafted objects depending on the fitting together of many different parts. Even a table knife involved a number of processes but, in the making of a two-or threebladed folding knife, hundreds of operations were involved. 33 The In the 1850s and 1860s we can posit that physiology for Burne-Jones and others was imagined in somewhat mechanistic terms. As the century went on I would suggest that this 36 and on the interrelation between the nervous system and the syphilitic condition in a prize-winning work of 1862. 37 His later work centred on leprosy.
Burne-Jones broke with Maria Zambaco but it is surely no coincidence that he became caught up in the late 1880s enthusiasm for the ‗Leper Priest of Molokai', Father Damien. In Burne-Jones's work from the 1870s we can identify a shift from that early intensity of substanceless infolding (which I have been paralleling to the mechanical marvels of the Great Exhibition) to a sense of the spread and mutation of organic being through and beyond the self. In the remainder of this essay I will refer to physical features of the leprous body by way of a parallel to this second mode in Burne-Jones's work.
We can take the example of the first work to be completed and exhibited in the series presenting the adventures of the hero Perseus: Perseus and the Graiae (1877-8, Earl of Balfour) shown at the Grosvenor Gallery in 1878 (see fig. 7 ). This work was completed as a bass relief in gesso: Burne-Jones also completed a later version in oil. 38 The picture realises the groping panic of the three crouching sisters, deprived by Perseus of their single eye. It evokes the uncertain mapping of To investigate the historical conditions that encouraged this way of imagining and picturing the hero in the late-Victorian period it is necessary to move from the fabled land of the Graiae to the Hawaiian Islands. The Belgian priest, Joseph De Veuster, known as Father Damien, volunteered to become a resident in the leper colony on the Hawaiian island of Molokai and contracted leprosy himself, dying in 1889. 40 Leprosy, now known as Hansen's disease, is caused by a bacillus (Mycrobacterium leprae) first identified in 1873, and in its nodular form produces a thickening of tissue in the face in ridges across the brows and round the nose so that the sufferer comes to resemble a lion in his or her facial features. 41 One medical text describes ‗the deformity of countenance produced by the thickening, rugosity, and discolouration of the skin of the face. The heavy, lion-like brow is very remarkable'. 42 As the skin stretches over the nodules in the cutis the epidermis becomes shiny, it has a tendency to desquamate or shed an outer layer at the centre of the nodule and the appearance of the leproma becomes shiny, varnished and cracked. 43 Francis of Assisi receiving the stigmata to Father Damien, via his friend Edward by the disease, but prior to his death (see fig. 8 ). The work was gilded on its surface:
It is painted with umber and with real gold, so that its lights change and change as you look at it from different points. St. Frances kneels in front, and as he gazes with his rapt but pain-stricken face at the winged vision of our Lord, he receives the stigmata in hands and feet. 47 We now only have an engraving after a design for the work but we can see the view so that they could parallel their own sufferings with those of Christ. 48 Burne-Jones received in return a photograph of a sketch Clifford had made of Father Damien, his face disfigured by the leprosy that he had contracted while working in the colony (see fig. 9 ). As Clifford describes him His forehead is swollen and ridged, the eyebrows are gone, the nose is somewhat sunk and the ears are greatly enlarged. His hands and face look uneven with a sort of incipient boils, and his body also shows many signs of the disease. 49 As Rajah Brooke had been, Father Damien was hailed as a modern hero. Clifford compared Damien to heroes like General Gordon and Lord Shaftesbury and said ‗In admiring heroes we take the first step to becoming heroic'. 50 The adulatory accounts of Damien's life, including the Catholic Truth Society's Life and Letters published in 1889, stressed his strength and simplicity, his ability to carry huge beams for construction, his physical fearlessness. 51 Clifford's own publication also came out in 1889. 52 The next year the cult was added to by the contribution of Robert Louis Stevenson who sought to defend Damien against imputations of immorality.
Stevenson came up with a formula for rugged unconventional heroism which admitted some faults in the plain-featured priest of peasant background arguing that he had been too often depicted as a kind of waxwork saint with a ‗conventional halo and conventional features'. 53 The faults of bluntness, ignorance and irascibility were admitted as well as a lack of conventional handsomeness but not the sexual misdemeanours that were being used to explain his contraction of leprosy. We learn from Georgiana Burne-Jones that Burne-Jones kept the photograph of Clifford's drawing of Father Damien permanently at the foot of his bed. It was the picture of the diseased man, with ‗poor marred face' as Georgiana Burne-Jones described it, retained in preference to the idealised image of the young de Veuster that Clifford also included in his publication. 54 On his trip of 1888 Clifford was carrying out a case of the brown sticky gurgun oil which, mixed into an ointment with three parts of limewater made an ointment which many believed to be efficacious in limiting the effects of leprosy. 55 One way to give an account of the change is to say that the definitive form of the Apollo Belvedere wasn't just challenged by the series of alternative shapes and sizes, potentially substitutes and equals, as in the 1850s, but was now challenged from within by a multiform, unpredictably eruptive organism. The emollient substance that prevented the bursting of the surface had always acted to counteract fragmentation in Burne-Jones's work, and continued to do so; it fetishistically closed up the gaps between the separate components of the mechanical man but it could, in the logic of the ridged distortion of the leper priest's face, be seen as a way to accommodate the swelling mutations of the organism. This is something beyond disavowal as the self allows itself to become hybridised.
Burne-Jones kept trying to produce works with a technical make-up that fended off disintegration. We have a record of the extreme distress he felt when in 1893 a prized watercolour Love Among the Ruins was damaged by the technician preparing to make a photogravure from it. His agitated reaction is further evidence of his investment in the integrity of the painted substance. A layer of albumen was applied to the highlights, this layer adhered to the surface and tore away paint so that the work was devastatingly damaged. Burne-Jones's response was first of all . 10 ). 56 It is very striking that the theme of the work seems to predict the ruin of the watercolour and the effort to replace it. It is a work that signals the developing interest that Burne-Jones had, once he moved away from the early focus on mechanical models of being, in organisms that expand and in which elements are displaced, pushing at the mantle of being. . 6 There is a discussion of the psychoanalytic categories that can be associated with these figures in C.
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